At the time fiber artists worked with yardages meant to be used for clothing or other purely utilitarian purposes, the term "crafts" was not challenged. The issue began to emerge in the 1970s after the period of minimal art in painting.
Technical refinement provided an important extension of the available language: the material and process became a personal metaphor. The fiber artists have turned away from the self-referential formalism of the 1970s to expressionistic or representational works -symbolism, allusion and metaphor.
The primary elements of composition including color, line, volume, shape, and texture are aesthetic components just as important in fiber art as in all art media. Color can create a sense of internal harmony. The author is convinced that it is possible to achieve personal expression through the handling of color. She has chosen to focus on the exploration of textile design to show how it can be changed through the interaction of colors and patterns to create a personal expression.
Of particular importance to the author is abstract expressionism which has taken its point of departure from a The dimension of design is essentially a concern about the freedom of the designer about creative opportunity 1 and the restraints that limit creative powers During the late nineteenth and early twentieth centuries, folk culture had been the base of the crafts in Europe. The crafts gave expression to the social and aesthetic ideals upon which rural culture was founded. The integrity and stability in crafts forms were inherent in the society from which they came. Rose Slivka stated:
We have no tradition of the artist in crafts herethere is no peasant craftsman who can free the artist just to create designs, as they do in Europe. The craftsman of America must be both a craftsman and an artist. 2
The first major museum show, "Textile U.S.A.," at the The textile culture of the U.S.A. is the most far reaching and varied of the crafts today. Its vocabulary and material reality cover the whole range of creative and functional expression •.
• that is, with the yarn-constructed form as pure object, object as reality, and reality as idea.3
The "Biennale Internationale de la Tapisserie" in Lausanne, Switzerland, was inaugurated in 1962. It was taken as the first step toward an international exhibition of contemporary textile work. This premier exhibition was typical of the work that had been done by tapestry artists for centuries. Most of the artists presented their twodimensional tapestries developed from cartoons. The works of the Polish artist, Magdalena Abakanowicz, and Yugoslav weaver, Jagoda Buie, showed the most extreme diversion from the traditional concept of tapestry. They combined woven sections and knotted areas in unusual forms and surface effects. Great size was an important aspect of this exhibition.
During the 1960s, the fiber art movement in America involved a single trend in material and processes. Weavings became large and bulky. Typical materials were sisal and loosely spun raw wools. Joshua Taylor, in his book America as Art, stated that the artists sought "identity through uniformity. 11 4 In the "Fourth International Tapestry Biennial" in 1969 Art is no longer stratified by "fine" but is the expression of concepts, with techniques, materials, and processes subordinate.
A prewar decorative style had dominated the Biennial show of 1962. Since that beginning, the movement had been toward inclusion of sculptural and experimental work. The fiber artists worked within a two-dimensional frame of reference and broke away only by contriving to appear to be threedimensional. Virginia Hoffman pointed out:
As painting got off the easel, so weaving must get off the wall if it is to be sculptural, conceptually as well as physically. Woven forms must exist in space and relate to other three-dimensional forms in the environment rather than being isolated objects.
In the 1970s, there was the pluralism of techniques and materials. The major trends in fiber art were formalism and traditionalism. One was symmetry of form and composition which was a will to order and control, and a trend toward overly concerned refinement. The other was a return to wall hung work in rectilinear shapes.
By the mid-1970s some radical changes were afoot in the choice of materials.
Fabric, paper, leather, film, and metal were being used in addition to, or in lieu of, the traditional yarns for warp and/or weft. Two of these materials emerged as the most widely accepted in the 1970s. The first, fabric strips for warp or weft became parallel in importance to yarn.
The second, unspun fiber, was used in . felting and in paper making. Both were a revival of materials and techniques reintroduced in our times. The success of this show encouraged "Miniature Fiber Arts:
A National Exhibition" in Santa Fe, New Mexico, in 1979.
Laurel Rauter who was a national committee chairperson for this exhibition stated in introduction to the catalogue:
More than object and more than artifact, these small works, both historical and contemporary demand consideration from a twentieth century point of view. 6. Representationlism -The "abstraction of the landscape" or art-historical reference was "a point of conceptual departure for these fiber artists."14
7.
Performance art -The fiber artists in this area used "performance to discover and react to the qualities of fibers in an environment to express more directly ideas of fibers."15
The purpose of these stylistic categories was to delineate the fiber movement in which these specific trends strongly connect to other areas of contemporary art. Scientists as well as artists began to look at color and became involved with trying to explain the sensation of color.
General interest in the influence and rationale of color prevailed early in the nineteenth century. 1 A series of "isms" developed, each having its own unique interpretations of color. Among the earliest notable "ism" was impressionism.
The impressionists chose nature for subject matter of their paintings and treated color in a new way. They applied areas of pure spectral hues in such a way that the colors demanded the visual blending.
Following impressionism came Post-Impressionism. Some
Post-Impressionists broke color into tiny dots of pure hues and placed them next to other colors with which they were to be mixed by the eye. The dots of pure color were to become mingled only in the eye of the viewer. 2
Orphism was a style of painting of the early twentieth Discovery of the relationship between color agents and color effects has become a major concern of today's artist.
The perception of color, including feeling and emotion, is the property of human consciousness. Color has been important to people for many centuries but not in identical ways.
Color in Weaving
The use of color in textile design requires an ability to use the properties which colors possess. Whether the craftsman uses pigments or dyes, the principles are the same. The coloring matter in textiles is with dye that penetrates the fibers or other materials unlike color pigment used by the painter which is applied to the surface only.
Theories of coloring
Weave, combination of forms, and blending of colors are three primary facets of importance to a textile design. Weave relates specifically to the structure of the textile, and is an indispensable factor in any type of fabric, whether plain, twilled, or decorated in character.
In some types of textiles, weave is merely a simple process of interlacing to produce a compact, substantial texture, which is entirely subordinate to color and/or decorative design. Color is not always applied to woven textures by the same system. The method depends upon the composition of the design being woven, and the desired fabric structure to be produced.
Modification of color
Color does not appear to be identical in every fabric even Cotton fiber has a downy surface which absorbs light freely so that the color resulting lacks in saturation and hue brightness. Cotton has no particular luster, thus in dyed cotton the color is less strong than similar colors in silk or wool. Mercerized cotton does produce color with a much brighter appearance due to improvement of luster and color affinity for dye caused by the mercerization process.
Application of color
Color can be applied at several different stages by a variety of means during the production of textile materials.
The woven fabrics can employ many colored threads. On the other hand, different colors can be achieved during the dyeing process producing either a solid or intermingled effects in the finished material. The application of color in textiles can be accomplished in any of the following ways.
1. By blending fibers of different colors before spinning.
Fibers of multiple colors can be combed and twisted together to form a more or less overall hue or tone. In this case, the thread is the distinguishing color, and visual mixtures take place within it.
By combining a variety of colored threads in either or
both warp and weft.
3. By employing the double-weave pick up technique.
4. By printing a series of colors on the warp yarn and/or the woven fabric.
5. By applying tie-dye technique to warp and/or weft yarns.
6. By piece dyeing the textile.
7. By dip dyeing of sections of yarns for warp or weft.
By plying yarns which have been dyed.
In the arrangement of colors in the warp and weft yarns, the phenomena underlying the changes producible in the tone and tint of a color have to be taken into consideration. In applying texture and color to designs containing several weaves, not only has the character of the pattern as a whole to be considered, but also the character of its component parts. The weaver has many color options to consider in the process of creating a woven piece. There is opportunity for many different color results throughout the production steps to the finished textile, beginning with the raw fiber stage. It was her intention to express and communicate something through the fiber medium in response to her environment.
Geographical impressions have played a significant role in the development of her weaving. Sometimes her subconscious mind has gone on working below the level of conscious awareness.
She has tried to describe her delight as a youth at seeing the landscape and its immensity. She has always felt a very personal relationship to weaving, which has stood as a private symbol of frustration and hope, and represented a voyage of the soul from darkness into light.
The scale of a piece of weaving has been important to the author. She realized that large pieces have physical reality.
The large pieces took her into them while the small pieces placed herself outside but allowed her to express all of the details that she wished to convey.
Weaving has a natural affinity for grids because of the right-angled relationship of warp against weft. The author has attempted to destroy the rigid form by deliberately breaking the rhythm of the line through her interpretations with color and pattern.
Interaction of Color in Creative Work
The creative work in this study is meant to show concern with expression of the abstract using the visual image and color. Her design concept for creative textiles was derived from two main sources: the formalist concern, and the abstract expressionist concern. While her main interest has been with color, space, and light, color is the subject, the means, the form, and the content. Working with color she has The author worked with double weave pick-up technique.
The two sets of warps placed on the loom were usually contrasting in colors. The warp threads were arranged with these contrasting threads alternated. Each pair of warp and weft was manipulated to change from fabric face to back at the edge of the design. The pattern was picked up from the bottom layer against a background of the top layer. The design area was identical on the reverse side but in the opposite color.
The picked-up warp was bound to the opposite color warp during weaving.
Resist Dyeing and Printing
The author also dealt with coloring and decorating her creative works simultaneously through resist dyeing and printing.
Ikat
Ikat is one form of resist dyeing. The wrapping and dyeing of yarns occurs prior to weaving. Ikat design allowed the author to work freely, to play with shapes and forms without being restricted by the warps and wefts. Painterly effects could be achieved by allowing the dye to bleed under the wrappings. The weaving process softened the color and the edge. The double ikatting, warp and weft patterning, was the hardest to control, since the length of the warp and weft, and the placement of the resist had to be precisely calculated before the yarn was tied and dyed.
Tie-dye
The author manipulated bundles of yarns in order to obtain a better visualized pattern. Several methods of wrapping, twisting or twining to achieve a pattern were combined in bundles of yarns. Twisting and dyeing of yarns gave random textural effects. The ends of yarns were tied together and fastened to an immovable object. While the total length was kept taut, the yarn was twisted. The tight bundle rejected most of the dye except on the exposed areas. The bundle was immersed in a dye bath until the desired color and penetration were achieved. By repeating this twisting in the opposite direction and dyeing in different colored dye baths an impressionistic painterly surface could be obtained.
Screen printing
The author used paper stencils for screen printing. Thin paper was used as the masking medium in order to prevent the ink from going through the mesh. She applied color to warp threads in order to mark the design after warp had been installed on ths loom. The stencil adhered to the screen with the pass of the squeegee. Making a stencil with paper, while one of the easiest methods for developing the screen, had some limitations. The stencil did not withstand prolonged printing.
It was difficult to make corrections once printing had begun, and each stencil could be used with only one color.
The visual and tactile quality of yarn combined with its receptivity to color made it an interesting and subdued colored surface. The pattern weaving processes, brocade and double weave, played an important role in the visual comprehension of her expression by helping to emphasize, clarify, and intensify the creative designs in her woven pieces. Screen printing was a unique interpretation of resist dyeing used to achieve the painterly quality in her creative productions.
The several processes described were employed singly or in combination to develop the desired effects for her creative work.
Description of Creative Work
The original art works designed and created by the author are illustrated in chronological order to show the development of her exploration. She will analyze and describe the procedures followed from concepts to completed works. The early creative works were three-dimensional pieces meant to help her understand and discover the versatility of double weave. The latter works are entirely two-dimensional forms which emphasize _the surface quality and explore the painterly form.
Each piece has color involved as content. It is undeniable that the subject matter has come from her cultural heritage. She has employed oriental images unconsciously.
For geographical memory she has depended upon a sort of "snapshot" representation in her mind. She recalled these images which she has had in her mind for a long time. The inlay technique gave her freedom to determine the actual colors she needed in order to vary and change them when two or more colors were overlapped. This method of working allowed her to explore her ideas in more direct and, in some ways, a more spontaneous manner than she was able to do in the plain weaving. The tension of the overlapped areas allowed her an additional color phenomenon that she exploited by developing an induced color at the point of impact of two intense yet contrasting hues.
Secret Garden
Plain weave, . inlay, screen printed color on the warp, space-dyed yarn; cotton.
The work presents the traditional and conservative image.
Yarns were spaced-dyed as pastel color ranges to build up the ground image. This piece addresses the allusive aspects of The author arranged squares to consistently build the elements of light and movement into the design. As a weaver working in a contemporary medium, she has enjoyed the freedom of not having to compete with any serious intent in mere optical illusion.
Memory
Twill weave, brocade; tie-dyed cotton.
The supplementary wefts have no structural role and thus no physical restriction. The author could use them freely to form the visual allusions she wished to convey. The process itself gave her the feeling of calm that she was trying to communicate visually. This piece became a testimonial to the idea expressed by personal pointillism and to her own sympathetic comprehension of the idea. The accent of the black line, and of spattered tie-dyed surface against the color diffusions and stains were the primary concern.
New Life
Through exploring many techniques she has discovered an individual direction which she has pursued. Her primary concern has always been the interaction between medium and process that results in form. She has achieved the logic and rhythmic movements that vary densities and textures on the surface. The occurrence of the black line has been so important a feature in her work that it began to seem like a personal symbol. 
